attending to the form of At Fever Pitch, moreover, this paper will register the extent to which Caute's intervention into debates about the rise of nationalism in the colonies disrupts prevailing interpretations of British "end of Empire" fiction as mourning the end to British colonial dominance.
South, "where it was said there were many towns and Africans of a different race who used the ways of the white man" (Caute [1959 (Caute [ ] 1965 . The decision to move comes after a British soldier visits Sulley's village and implores the men to join the army, offering good pay and education. Yet, Sulley is recruited as a servant of the British junior officer Michael Glyn and finds himself the figure of racial abuse by his fellow Africans. In a bar he is taunted by an African man who "spoke to him sarcastically in a tongue of the South which he could not understand", and whose proud claim "I have been to England!" (23) implies an English University education.
Other men surround him, shouting insults such as "How do you like cars, bush baby?"
and "Where's your loin-cloth, muscle man?" before the first man goes on to blame "the bushmen and savages of the North who have no education, no towns, no cars, no cinemas" (23) for the history of imperial oppression they have endured. With independence on the horizon, the man announces that, "Soon we shall be free and these dogs will do as we say. They will dig the sewers for us!" (24).
This scene stages two key aspects of Caute's depiction of decolonization that will allow me in this essay to re-read British literature of the end of Empire as critically aware of the enduring dynamics of colonial power, and not as antagonistic to anti-colonial politics. Firstly, the exchange between Sulley and the men from the South dramatizes the harmful effects of a centralised colonial economy on the future unity of the region. The marked disparity between the landscape of the North and the advanced modernization of the South foregrounds how the forced economic development of more prosperous areas under imperial rule did not benefit the nation as a whole, and in fact deepened cultural and regional differences. Prior to his move, Sulley already regards the men from the South to be of a "different race", who have rejected any cultural link with Africa and instead "use the ways of the white man" (Caute [1959 (Caute [ ] 1965 . The primary markers of British rule are the establishment of towns, a colonial education, and the arrival of cars and cinemas. These markers point to the geographical and cultural dimensions of colonialism, whereby economic development involves the dramatic transformation of social space alongside the availability of western consumer goods and mass culture. The concentration of wealth and modernity in the South has not only entrenched a sense of regional difference that has marginalized those from the villages of the North; it has also influenced the second significant aspect of decolonization as depicted in At Fever Pitch, namely the adoption by formerly colonized subjects of the imperial dichotomy of civilization and savagery.
Instead of promoting the redistribution of land and wealth, or the dismantling of inequitable colonial systems of governance, the men from the South support the totalitarian nationalist leader Kofi Bandaya, and are concerned only with acquiring the dominance they were previously denied: freedom from imperialism for them means the freedom to take over the role of oppressor. Pointedly, this shift in power is articulated through the colonialist language of racial hierarchies, made evident by the use of such pejorative terms as "bush baby" and "bushmen" and the characterization of those from the Northern villages as "savages" who wear nothing but "loin-cloths".
This language was central to the ideology of imperialism, propagating an imaginative distinction between a modern and civilised European colonial power and a "backwards" and atavistic colonial society as a means of justifying conquest and exploitation. By inheriting this discourse, the more prosperous Africans in the South dehumanise Sully, viewing him not as an equal but as a "dog" fit only for the lowest form of manual labour: digging sewers. Sulley's status as a servant of the British Empire will simply be transferred following independence to the country's new elite.
Caute was writing during the era of decolonization from the perspective of the colonizer, and At Fever Pitch draws on his experience of National Service in Ghana (formerly the Gold Coast), which gained independence in 1957 and was the "first black dominion in the Commonwealth of Nations" (Wilson 1994, 146 ). Yet, we can read At Fever Pitch, perhaps somewhat surprisingly, as offering an early dramatic portrayal of what was to become a key concern of postcolonial writers and intellectuals. The influential Martinique-born psychiatrist and revolutionary Frantz (1965, 128) while other areas remain underdeveloped. In the move to independence, this disparity will give rise to regionalism and tribalism whereby " [o] ld rivalries which were there before colonialism" will "come to the surface" (128). For Fanon, independence will simply allow for the "transfer into native hands of those unfair advantages which are a legacy of the colonial period" (122) if newly independent African societies do not set about dismantling the political and economic structures of the colonial era.
It is not the intention of this essay to claim a line of influence from At Fever Pitch to Fanon's work, or vice versa. Nor do I wish to flatten the geographical and historical specificities of British colonialism in Ghana and French colonialism in Algeria. By adopting a comparative methodology and reading At Fever Pitch alongside The Wretched of the Earth, however, we can attend to what Edward Said in Culture and Imperialism termed the "overlapping territories" and "intertwined histories" of the colonizer and the colonized (1993, 72) . For Said, a comparative approach is necessary in order to protect against an understanding of the history of imperialism and its cultures as "reductively compartmentalised, separate, distinct" as "a partial reversion to savagery" (Tate 1955, 68) . 3 Rather than recirculating this discourse, however, Caute adopts the novel form as a means of mounting a critical response to the role that British colonialism played in entrenching regional allegiances, and derailing the emancipatory impulses of independence movements.
The central plot of At Fever Pitch concerns the twin trajectories of Michael
Glyn and the African nationalist leader Kofi Bandaya. The former is beset by doubt about his role as an agent of colonialism; the latter voices anti-colonial, nationalist rhetoric in public, with his cries of "One nation, one government, one liberty!" (Caute [1959 (Caute [ ] 1965 , whilst consolidating power privately through intimidation, (Seigneurie 2004, 106 n.2) or the portrayal of homosexuality in the Army (Busia 1990, 92-93; Hyam 1991, 18-19; Killingray and Omissi, 1999, 246 n.64). 4 In Literature, Politics and Culture in Postwar Britain (1997, 2004) , Alan
Sinfield offers a concise summary of At Fever Pitch as "register[ing] the shock and shame" of the contradiction between "the ideology of European superiority" and colonialism's "history of violence and oppression" (2004, 157). Sinfield's reference to the novel, however, is brief and neglects any mention of Bandaya, whose narrative arc acts as a counterpoint to that of Glyn, or the damaging legacy of colonial intervention that was emerging during the era of decolonization.
Although Bandaya is based loosely on Ghana's first Prime Minister, Kwame Caute's view refuses to subscribe to the notion that Europe's former colonies are inherently chaotic -a common justification for continued western imperial intervention. Instead, it is nationalism-from-above that reignites and exacerbates existing tribal or regional divisions.
In At Fever Pitch, the divisions that threaten to undermine the unifying ideals of colonial self-determination are depicted as being influenced by the development of At Fever Pitch, the economic "progress" of capitalist enterprise in Bada is belied both by the absence of unity and by the monuments of a failed "alien modernity" in nearby Fanlanga: the "gleaming steel, glass, and concrete Fanlanga General Hospital, the largest in the colony, spaciously equipped with everything except doctors. Close by lay the modern National Bank, equipped, it was rumoured, with everything but money" ([1959] 1965, 115) . Here, "the handsome residences of the Europeans and wealthier Africans" have not in fact brought modern progress but have simply shifted "the explosions, stabbings and shootings" to the "valley on the north-east side" (115).
The landscape that Glyn discovers throughout the colony is thus one characterized by extreme disparities of wealth, where those who have profited most from colonialism are able to displace violence to areas untouched by western development.
It is the "more prosperous", middle-class Africans from the South who are the "backbone" of Bandaya's nationalist party and who signify the adoption of new but ultimately unworkable Western political and economic ideologies. It is this national middle-class that, Fanon warns, are fundamentally incapable of "think [ing] in terms of all the problems of the nation as seen from the point of view of the whole of that nation" and "will have nothing better to do than to take on the role of manager for
Western enterprise" ([1959] 1965, 123) . In At Fever Pitch, they are the "clerks and shopkeepers" -those with political and economic power -"trimly starched in
European clothes and half-assimilated European ideas", who "ride to work on bicycles from which the wrapping paper has never been removed, for a new bicycle is a great thing and a bicycle clothed in brown paper can seem new forever" (8-9). As with the General Hospital and National Bank in Fanlanga, the bicycle in this description acts as a metaphor for the "half-assimilated European ideas" of nationalism and capitalism. Each of them -the "gleaming" doctor-less hospital, the "modern" money-less bank and the "new" wrapped-up bicycle -is symbolic of an "alien modernity" that remains in stasis and is rendered useless in the context of African decolonization.
Ghana was to play a key role in the development of Fanon's thought, as it did subconscious. The first instance of this shift is prompted when Glyn receives a letter from his father that addresses the rise of independence movements throughout the British Empire and states that "right is on our side, whatever they say" ([1959] 1965, 46) . After tearing up the letter and returning to the mess in "his familiar mood of despondency" (55), Glyn's internal dialogue proceeds:
All right, Glyn. By what criteria do you decide that right is not on our side?
It never is.
Why?
Because 'us' and 'we' are artificial units. You can only talk of 'us' if you are thinking emotionally.
[ … ] Are you being honest, Glyn?
No. But besides, what is right and what is wrong? (56-57)
This formal experimentation subverts the clear sense of objective moral purpose and heroism so central to the construction of the British colonising subject in turn-of-thecentury "tales of adventure". Here Glyn seeks to reject any ontological categories that pre-determine his connection to a wider body of people through national identity and patriotism. His father's letter establishes the dichotomy between "us", the British colonizer, and "them", the colonized African subject. Yet Glyn decides that such a dichotomy is directed only by an emotional, and thus imagined, connection that has been used by previous generations to justify theft and exploitation.
Caute returns to the narrative strategy of the internal dialogue between Glyn and his subconscious throughout the novel as a means of depicting Glyn's growing sense of restlessness and dejection, whereby his internal persona becomes increasingly critical and chastises him for being 'inherently weak' (Caute [1959 (Caute [ ] 1965 . By the novel's denouement, Glyn's conflicted state of mind, which is caught between a wish to disavow the notion of the masculine colonising hero and a desire for "action", be it military or sexual, leads to his final destructive act in the text. Following the instatement of Bandaya as Prime Minister, Glyn fires his gun into a crowd of protesters "not in bravery, but in terrified fury" (177). Prior to this episode, Glyn acknowledges that the "black-faced refugees" forced to huddle together amid the chaos of political riots between the nationalist supporters of Bandaya and the protesting federalist supporters were "being undermined [and] were surely ruined" (173). This juxtaposition, of the detrimental manifestations of both nationalism and
Glyn's fatal act of colonial dominance, emphasizes the novel's depiction of the suffering caused by the dangerous transfer of power from one self-interested group to another. The political refugees who have been deprived of their agency by the dominant authoritarian powers are the true victims of the tale.
In the novel's conclusion, Glyn is depicted returning to England on a plane that passes over the "over-ripe" and "lush vegetation" of the South that "yields gradually to the flat parched plains of the North [that was] brown with tiny villages clustered like models of plasticine" (Caute [1959 (Caute [ ] 1965 . It is a narrative trope that seems to anticipate the criticism expressed in Michael Ondaatje's novel Anil's Ghost (2000) , that:
[all] English books [end when t]he Englishman gets on a plane and leaves.
[ … ] He looks out of the window at Mombasa or Vietnam or Jakarta, someplace now he can look at through the clouds. The tired hero.
[ … ] He's going home. So the war, to all purposes, is over. That's enough reality for the West. It's probably the history of the last two hundred years of Western political writing. ' (2011, 282-283 ).
Yet, Glyn's perspective allows for a view of the region in miniature that recalls the conflict of the bar scene staged towards the beginning of the text. From his birds-eye view, the disparity between the landscapes of the North and South is emphasised: the latter is "lush" with life and vitality while the former, which has been made remote through the enforced modernization of the South, is left to decay as nothing more than "parched" and "brown" plains. The final image of the text, moreover, is not of the Englishman leaving but of the country's new leader: "Glyn fell asleep. His hand relaxed and a coin slipped to the floor, revealing the smiling face of Kofi Bandaya..." (Caute [1959 (Caute [ ] 1965 . It is a portentous conclusion: Bandaya's mock-benevolent smile masks what we the reader know of his ruthlessness and self-interested ambition.
The ellipsis that punctuates the end of the novel, moreover, signals that the Englishman may be going home but the struggle for post-colonial unity in the region is far from over. 
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